Public events on 1 July 2017 in Newfoundland and Labrador refl ect the complications wrought by commemorating BeaumontHamel and celebrating Canada's sesquicentennial on the same day. Th is is perhaps best exemplifi ed by Memorial University of Newfoundland's decision to fl y all fl ags at half-mast from 6 a.m. to noon, then bring them to full staff for the rest of the day.
1 Th is duality is also apparent in public ceremonies on that day, which began with the laying of wreaths at the Field of Honour and continued with a parade to the Sergeants Memorial, where the "Last Post" and "Reveille" were played. Th e parade then processed to the National War Memorial downtown, where more wreathes were laid during a service of remembrance; this was followed by a march-past at the courthouse. Th e afternoon and evening activities were then dedicated to Canada's birthday celebrations.
Canada's 2017 sesquicentennial is clearly more problematic than offi cial "Canada 150" celebrations indicate. Canada's 150th birthday only resonates in the handful of provinces that entered Confederation in 1867, and Newfoundland itself only joined Canada in 1949, within living memory for many. Canada Day, with its narrow defi nition of both the Canadian nation and its "offi cial" birthday, excludes many voices. In Newfoundland and Labrador, it excludes many present-day Aboriginal communities, such as Inui, Innu, Mi'kmaq, and Nanatukavut. Looking back in this province's history, it likewise silences the Beothuk, who predated the fi rst settlers, and the Vikings, whose visits likely predated Cabot's by fi ve hundred years. Equally troubling is the absence of Newfoundland and Labrador's own history and stories from pre-1949 from "national" narratives; it is not surprising that the CBC's Rick Mercer choose to address the meanings of 2017 by subtly foregrounding 1949, in asking listeners to comment on the province's contributions to Canada since joining Confederation. While 2017 is important to the offi cial Canadian story, considering the 2016 commemoration of the centenary of Beaumont-Hamel allows us to shed light on how events that are both more local and more global than the sesquicentennial also shape national identity.
In 1916, it was as the Dominion of Newfoundland, a constitutional state equivalent to other Dominions, not as part of Canada, that we joined Great Britain in the First World War. Memorial Day 2016 was arguably as signifi cant for Newfoundland as Canada 150 was for the rest of the country. Preparations began in earnest a year in advance. Th is monumental day was commemorated in several ways: by a permanent exhibit at Newfoundland's largest public culture space, Th e Rooms; by Opera on the Avalon's presentation of Robert Chafe and John Estacio's opera Ours , which premiered on 1 July 2016; and by the Resource Centre for the Arts' production of Edward Riche's play Dedication , produced in November 2017.
At 8:45 a.m. on 1 July 2016, church bells across the province rang in unison to mark the moment of the 100th anniversary. Following this, Princess Anne, Colonel-in-Chief of the Royal Newfoundland Regiment, opened the Royal Newfoundland Regiment Gallery, the largest World War I exhibit in Canada, at Th e Rooms. Th e permanent exhibit, dedicated to the stories and tragedies of Beaumont-Hamel, was made possible through a 3.2 million-dollar donation from Newfoundland philanthropist Elinor Gill Radcliff e. Having laid wreaths at the National War Memorial earlier that day, Princess Anne spoke to the crowds about the exhibit: "Th e new gallery does not describe military campaigns, it speaks instead of individual men and women, of courage and gallantry, of their loss and their despair. And it underlines the statement, 'Th ey were ordinary people who did extraordinary things.' And to use the word by which they were known to their fellow Newfoundlanders: they were ours" (Tobin) .
2 Th e 100th anniversary of Beaumont-Hamel was commemorated not only by Princess Anne's visit, but also by the world premiere of Ours , a full-length opera by librettist Robert Chafe and composer John Estacio, whose title echoes the Colonel-in-Chief 's comments that "they were ours." Th e opera was commissioned for the centenary by Opera on the Avalon, which was established in 2009 with a mandate to refl ect Newfoundland and Labrador's provincial history.
Ours is the story of the fallen soldiers, in fact of an entire generation, told through the experience of Th omas Nangle, a chaplain who was posted with the Newfoundland Regiment after the battle. After the war, he faced the terrible cost of that fatal push and, on behalf of the grieving families, returned to France to fi nd their loved ones, gather their remains together, and bury them. Th is gruesome and onerous task moved Nangle to his next passion. He wanted to ensure that the day would never be forgotten and secured the purchase of the thirty hectares of the ground over which the Newfoundland Regiment had made its heroic advance. He ultimately established fi ve memorial sites along the Western Front; each of these is now marked by a great bronze caribou, the Regiment's emblem.
Th e opera opens in 1949 in Rhodesia 3 with Nangle kneeling in the mud. Following the intense and soul-wrenching work he completed, Nangle fl ed Newfoundland, never to return. After this brief prelude, Ours moves eff ortlessly to " the muddy streets of St. John's, 1914 ," a projected title locating the audience in time and space, and the chorus reminds audience members that Newfoundland is part of the British Empire and so must join England at war. Th is opening is an uplifting, confi dent scene of excitement, contrasting the diff erent individuals who volunteer, such as fi fteen-year-old George; Edward, who is refraining from proposing to Mary; and the disguised Nangle who unsuccessfully attempts to enlist. Projections support the action of the men proudly mobilizing and marching to the ship at the harbour. 
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Th e impressive and celebratory opening, complete with the waving of many fl ags, is immediately contrasted in the following scene, set on 13 July 1916, two weeks after Beaumont-Hamel. Th e list of the dead is projected, and Nangle delivers his sermon:
Almost 800 men went up and over the top Only 68 answered the roll call the next day 710 wounded, missing and killed Our entire regiment laid fl at. (Chafe 16) Nangle, after meeting so many mothers asking where their sons were buried and how the living can survive, enlists as an army chaplain and is posted with the Newfoundland Regiment in France. Th e opera personalizes the losses through its representations of the characters left behind, notably Elizabeth, who wants to know where her fi fteen-year-old son George lies, and Mary, who seeks news of Edward, whom she agreed to wait for. But the story remains that of Nangle's compassion and determination. When the action moves to the trenches, established by projections and the use of trap doors, the priest hears many terrible stories of the battle. His fi rst encounter with the men in the trenches occurs while they all pass a bottle around. Some, such as Edward, are bitter, and the priest keeps quiet and serves as witness. Th eir frivolities are interrupted by a brief visit from Field Marshall Douglas Haig, who tells them to be on guard. Edward explodes, calling Haig, as he departs, "the butcher" (Chafe 19) . After the others quiet Edward, Nangle is left awake, presiding over the men and remembering the mother Elizabeth, the fi ancée Mary, and their boys, George and Edward. Th e act concludes when Nangle is shot, and in the ensuing confusion, Edward fl ees.
Act Two opens with Nangle having a nightmare, and quickly clarifi es through a projection that the setting is Nangle's offi ce on Bell Island and the time is 1919. Nangle reveals to Mary that Edward deserted and that he has decided to return to France to fi nd the dead. Th e action returns to the trenches where the terrible process of identifying corpses is simply but chillingly staged. With the blasted trenches illustrated through projected images, the priest and his crew move from grave to grave. As each corpse is identifi ed, the character rises from the ground, and we hear from
The opera personalizes the losses through its representations of the characters left behind. Arthur, George, Charlie-"a b'ys from St. Bons" (35)-, and Edward, each man relating the specifi cs of his death. Th e sequence closes with the playing of the "Last Post." Nangle's story, however, is not fi nished with the dramatic closure brought about by the ghosts of the dead soldiers; he works to establish the fi ve Caribou Memorials to ensure that the losses at Beaumont-Hamel would never be forgotten. His commemorative work done, he strips off his collar and retreats to British Rhodesia. Th e opera concludes with the "Ode to Newfoundland." Th e playing of the "Ode" effectively links Nangle's selfl ess sacrifi ce and actions to the contemporary day of loss and mourning, 1 July, and those to come. Prolifi c Newfoundland playwright Ed Riche also explores the aftermath of 1 July 1916 in his play Dedication , which at the time of my writing was scheduled to be staged in November 2017. Riche's play takes place in St. John's on 1 July 1924, when Field Marshall Douglas Haig unveils and dedicates the National War Memorial, with the "nation" referred to in the memorial's title being the Dominion of Newfoundland. It is signifi cant that Newfoundland was a Dominion until 1949 and that this war memorial was built, named, and honoured by the still grieving relatives of the battle. Dedication is a three-hander featuring the British Haig and two Newfoundlanders: Edgecombe, who served as a Corporal with the Royal Marines, and Drover, a female novelist, journalist, and photographer. While the plot centres on the dedication, Riche uses the event to thematize and explore the characters' distinct experiences in the war.
Th e play opens with Haig waking up and quickly realizing where he is and what he has do. Memories of the battle seep into his consciousness during this early morning period. Haig feels and wears his age, and the opening scene uses simple gestures, such as Haig's diffi culty donning his socks, to show both his physical challenges and how strongly his memories intrude. Th at morning his usual batman, or personal servant, has taken ill and Edgecombe, a groom, has been pressed into service to assist in preparations for the eleven o'clock ceremony. Besides helping Haig dress and review his speech, Edgecombe reminds the absent-minded Haig that a journalist, Miss Drover, will be interviewing him.
Haig is set against Edgecombe and Drover, who occupy separate but equally sympathetic positions. Edgecombe, who is of a diff erent generation than Haig and feels he is of a lower class, was not in the Newfoundland Regiment but was with the Royal Marines and was taken prisoner by the Bolsheviks during the Marines' Mutiny.
4 Th e events of the Mutiny are well documented but used in Dedication to underscore that not all war experiences refl ected (Riche 22) . Haig accepts this chilling assessment, but when Edgecombe describes how the mutineers in Murmansk rose up against the "bourgeoisie" (Riche 24) , Haig responds with genuine anger, citing the bravery of the Newfoundland Regiment. Into this heated discussion comes Drover, a truly modern woman with clothes to match, carrying her bellows, box camera, tripod, and bag. Drover has a clear plan for her interview with the Field Marshall, but the encounter does not begin as she imagined. Haig immediately talks about the Newfoundland Regiment, members of which he got to know very well when they served as his personal guard. She tries to change the direction of the conversation by saying she has recently returned from Berlin, but Haig refuses to engage in a debate. Drover, realizing her eff ort has been fruitless, changes the subject, and asks him to explain the position of the senior command. Haig explains his theory of war, and here emerges the heart of their confl ict: Drover is focused on the fi rst day of the Somme, when 20,000 died, while Haig remembers his four months of the Somme and more than 400,000 deaths. Th is seeming impasse is broken when Drover reveals her brother was in the Regiment, and he is her living memorial to the war. Riche's poignant play concludes by considering the personal cost of the war, setting what Drover wants for a memorial against Edgecombe's cynical viewpoint and Haig's experience of both sorrow and pride.
Canada Day in Newfoundland and Labrador is a dual day-a day of mourning and a day of celebration. Th is duality is maintained by the many markers embedded in Newfoundland's psyche. In response to the coming of the 150th anniversary of Confederation, Newfoundlanders responded with their own view of the day. Th e Rooms responded to that call and established a permanent exhibit dedicated to the stories and tragedies of Beaumont-Hamel. Th is exhibit, along with the fi ve memorial sites established in Europe along the Western Front, remain important places of remembrance. Chafe's opera, Ours , and Riche's drama Dedication continue the dialogue as Newfoundlanders on 1 July look back and forward, always mourning and rejoicing. 
Notes
1 Th e University itself was named to acknowledge Beaumont-Hamel, an institutional memorial to the fallen on that fateful day.
